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The phenomenon explored in this research is participatory site-specific performance art,
themed around eco-violence, climate change and water pollution, which is discussed
within a framework of the decolonisation of knowledge through arts-based action
research and a pluriversal approach to participants’ experiences. The two case projects
were conducted with youth and children aged 6-13 y.o. from Kaunas, Lithuania. The data
gathered during the two case projects include photo and video documentation and my
notes. Via the examples of the provided cases, the present study explores how the
transcorporeality of the space and site of a participatory site-specific performance can
be used to discuss eco-violence, climate change and water pollution with a young
audience. The research presents tools that performance artists can use to properly
utilise the site, space and transcorporeality to start a dialogue with their audiences
about environmental issues in a Lithuanian context. The research results are interesting
for performance artists and educators who are working with performance pedagogy and
participatory performance art in the artistic and educational milieus or targeted at the
local businesses and companies.
Performance; arts-based research; pluriverse; transcorporeality

1. Introduction
The phenomenon presented in this research is participatory performance themed around
environmental issues – namely climate change and water pollution. The two cases addressed in this
study are performances presented by Dr Julia Kurek and myself, PhD Cand. Marija Griniuk, implemented
within the framework of the project The Nomadic Radical Academy (2019 and 2020) at the Gallery Meno
Parkas in Kaunas, Lithuania. The study takes an innovative approach to the framework of decolonisation

Pivot Conference Proceedings 2021 DISMANTLING / REASSEMBLING

of knowledge through the media of participatory performance within the arts-based action research and
pluriversal approach to the experience of participation. The research problem is defined as follows:
There is a lack of tools, specifically within participatory performance, for interdisciplinarity and
decolonial thinking in the projects themed around nature and the environment (Fisher, 2007). The aim
of the present research is to analyse the two provided cases and define the tools needed for their
implementation. The study’s objectives are as follows: to map the theoretical framework of arts-based
action research applied within this study, to understand the key terms and to analyse the cases within
this research from the perspective of the decolonisation of knowledge as a pluriversal approach to
participation. The research question answered by this study is, ‘How can site-specific participatory
performance be utilised as a means for decolonising knowledge about care towards nature and the
environment among children and young people?”
This paper consists of three parts. The first part explains the theory behind arts-based action research
and defines the terms performance art, space, site-specific and transcorporeality. The second part
describes the cases. The third part investigates the tools applied by the artists within the cases. These
tools are extracted and contextualised within the framework of the pluriversal experience as
decolonisation of knowledge.

2. Methods and terms
This study is developed by means of arts-based action research. The method employed was shaped by
the group of scholars at the University of Lapland (Jokela, 2013; Jokela, 2017; Härkönen, Huhmarniemi &
Jokela, 2018). It was aimed to promote the recognition of the existing problems within the researched
field and developing a multiplicity of possible solutions by using the arts as a medium to interact with
research participants (Jokela, 2013; Jokela, 2017; Härkönen, Huhmarniemi & Jokela, 2018). Arts-based
action research within this study follows the developmental approach and is designed using research
cycles, each of which starts with the idea and the pilot project and finishes with the evaluation phase
(Jokela, 2019). Within The Nomadic Radical Academy, three cycles were completed and designed around
data collection from the two pilot projects in 2019 and 2020. The first cycle focused on network-building
strategies within the case projects (Griniuk, 2021). The second cycle focused on interaction and
experience design through arts-based methods with the involved children. This paper is part of the
second cycle of the research. The third cycle focused on enhancing children’s creativity by means of
participatory performance and resulted in one paper (Griniuk, 2021, in print).
The materials gathered during the two cases presented within this research are notes, photos and video
materials from the case performances. The cases are either implemented by me or witnessed by me
from the perspective of an audience member during the arts-based action research project The Nomadic
Radical Academy 2019 and 2020. The data are analysed via a visual and verbal narrative analysis within
arts-based action research.
Performance is a broad field with many sub-disciplines – in particular, participatory performance art
merged with action research can impact the communities involved (Coghlan & Brydon-Miller, 2014). In
order to understand the relationship between performers and their environment, it is necessary to
define the concept of space. The term space has been used throughout history to refer both to the
physical world and mental states (e.g. thought) (Stock, 2015). Space is the emplacement, distribution
and connection of entities, actions and ideas (Stock, 2015). Physically, the term space is used to refer to
any area or volume where matter is located (Stock, 2015). In addition, the word space refers to an area
or environment that is not occupied by matter. Space is used to refer to the imaginable areas that exist
in the brain or mind (e.g. the space between the past and future or the space between conscious and
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unconscious thought). In speech, space is sometimes used as a metaphor to describe aspects of
language (Auer et al., 2013). For example, the space between words can be compared to the silence
between sounds. Space in performance is a state of mind that encompasses all physical properties,
including time and location (McAuley, 1999). By using text, storytelling, lighting, sound, and other
elements, the size and feel of a space can be changed to suit the purpose of the performance (McAuley,
1999), which, in this study, communicates themes of climate change and water pollution for the young
audience.
The term transcorporeality refers to the ability of the performer’s body to be affected by his or her
environment (Alaimo, 2018). “Trans-corporeality means that all creatures, as embodied beings, are
intermeshed with the dynamic, material world, which crosses through them, transforms them, and is
transformed by them.” (Alaimo, 2018, p. 2). Transcorporeality has a social and political influence on the
human body in the moment of perception at the site of a performance. In other words, the site of
performance involves the social and political constructions of bodies through artistic expression, which
is meant to be perceived by not only other human bodies but also technology-empowered bodies.
Performance scholar Mike Pearson (2010) explains site-specific performance in the context of placeness.
Site-specific performance is a work of art that is created to exist in a specific place (Pearson, 2010). The
artwork gains something (be it aesthetic, cultural, or social) by virtue of its location. This term is used to
describe the location of a performance and the impact that the site and local narratives have on the
transcorporeal experience. Site-specificity describes the location of a performance and the impact that
this site has on the transcorporeal experience. The idea of a site-specific participatory performance and
its meaning is not vastly different from the notion of a theatrical production being site-specific. The
action on stage is greatly influenced by the audience, which is a concrete feature of the site. The same
can be said of a participatory performance.
Pluriverse is the vision of a world in which many worlds would co-exist (Mingolo, 2018). The concept of
pluriverse builds on explanation according to the scholar Arturo Escobar (2017) and can be compared to
the weaved alternative realities co-existing in one site of performance artwork, as if it were a tapestry. It
addresses a social understanding of performativity and performance design, referring to the
multiplicities of the experiences of the people involved in the community, who come from diverse
backgrounds.

3. Cases
This research is based on the two cases from The Nomadic Radical Academy 2019 and 2020, where one
of the cases is conducted by scholar and performance artist Julia Kurek and the other by me in the
position of the principal investigator within this study. The projects of The Nomadic Radical Academy
involved groups of international artists and scholars. Tue Brisson Mosich, Nanna Ylönen, Marta Gil,
Sanna Blennow, Rikke Goldbech, Anne-Louise Knudsen, Anders Werdelin, Adomas Danusevičius, Evelina
Šimkutė and Raimondas Binkauskas, among others, participated in The Nomadic Radical Academy 2019.
In 2020, the participants were Julia Kurek, Evelina Šimkutė, Rait Rosin, Tue Brisson Mosich, Julija
Rukanskaitė, Linda Teikmane and Kaspar Aus, among others. Both participatory performance events
took place at the gallery Gallery Meno Parkas in Kaunas, Lithuania.
Both cases targeted children aged six to 13 years old as the primary audience. The data were collected
following the ethics of research. All visual and sound data from the events were taken after written
agreement had been received from the children’s parents regarding the photo and video documentation
of the groups of children during the performances. In the 2019 event, 12 children participated, while
around 20 children participated in 2020. The children were diverse in terms of their gender and
3
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originated from families with various backgrounds: some children were from international families,
while the majority were from Lithuanian families. While a few of the participating children were from
the families of the artists and employees of the gallery and, thus, were directly connected to the project
in 2019, most of the children were invited via an open call. Participation was voluntary, and the families
submitted applications approximately a month before the events took place.
In 2019 my performances lasted an average of five hours a day; in 2020, the duration of my
performances were 9.5 hours a day. I stayed with the children during the active moments of performing,
as well as during the breaks, when the children interacted with each other in an unconstructed manner.
The performative activity, which lasted from 20 minutes to 1.5 hours (with breaks in between), was
themed around responsible consumption and empathy towards nature.
I initiated the session of costume-creation from the recycled materials, during which the children
created their characters – often a real or fantastical animal or creature, such as a bat or dragon. These
costumes were developed during the daily sessions, which lasted up to four days, and were actively
involved in the performative movement-based activity. In this way, the primary message promoted the
rethinking of the concept of trash and creating value from objects that were perceived as trash by their
previous owners. The children extended this narrative to their own interpretations and stories as the
characters were created and added into the space of performance.
The other activity that involved deconstructing the concept of trash was rearranging old posters
(donated by the gallery) into the fragments of the tents that the children created and formed into a
shantytown in the space of performance. This action in 2020 was an immersive echo of the event in
2019, as the artists built the tents and the children occupied them during the performances and breaks.
In 2020, the children self-initiated the building of the shantytown in small groups and incorporated
diverse materials, such as large format recycled paper and old posters.
Such embodied actions were followed by discussions about the framework of recycling, value
deconstruction and eco-violence conducted in the past in Lithuania during the collective farming as
initiated during the Soviet occupation and responsible behaviour of our generation and empathy
towards nature. In other cases, the discussions were planned as separate performative sessions. For
example, in 2019, the discussions were facilitated by me and performance designer Tue Brisson Mosich.
All these discussions were not didactic but rather invited the children to contribute their narratives
about nature and agriculture – for example, if their grandparents had been involved in farming. This
narrative led to a discussion about water quality and the use of herbicides and pesticides in farms, both
in the past and present.
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Image 1: The Nomadic Radical Academy (2020.) Performance by Marija Griniuk, recycled materials. Source: photo by Airida
Rekštytė.

The children’s recommendations on how to recycle and reuse items when discussing responsible
behaviours were of great value. The focus of these sessions and discussions depended on the children
and their capability to extend the discussion or leave for another activity. Sometimes it was easier to
discuss these topics with the older children, while other times the sparks within the narrative came from
very young participants. In each of the projects, my performative actions, along with the breaks
between the sessions, were developed from the role of moderator and facilitator to the role of the
human being in the space of performance with the children. This state of being blurred the frames of
the constructed teaching situation with the didactic purpose of the event. As such, it opened the space
of multiplicities of expressions co-existing in the creative immersive flow themed around the empathic
interconnection between humans and the environment. This culminated in the final performance, which
was done in conjunction with the children, in which the children painted on my body collectively, which
conceptually underlined the deconstruction of power relations and individual responsibility within the
collective action.
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Image 2: The Nomadic Radical Academy (2020.) Performance “In the Deep of Plastic” by Julia Kurek at Meno Parkas Gallery.
Source: photo by Airida Rekštytė.

The case by Julia Kurek In the Deep of Plastic has a different framework than my performative actions
and was realised as a 30-minute performance within The Nomadic Radical Academy in 2020. The
performance has the segments of liminal states and a clear indication of the start and end, along with a
clear call for action towards the audience. Within the performance by Julia Kurek, the space of
performance was the second floor of the Gallery Meno Parkas, where the focus was creating the
empathic aesthetic experience of sea life polluted by humans. The vignette from my notes illustrates the
feeling within the performance:
The artist is covered by a fisherman’s net, which covers the entire floor of the performance
area. The seawater is projected onto the performance area. The used plastic bottles are
under the fisherman’s net. The artist starts to move. The movements express the desire to
break out of the net, and the bottles start to make cracking sounds as the artist’s body
intervenes with them. I glance at the children, trying to see their reactions in the darkness.
Few of us are sitting on the floor, and one girl asks if she can bring up her phone and film.
The boy moves closer and closer to the net. He puts one of his legs under the net and looks
back at me.
This vignette shows the differences in the children’s needs while interacting with the performance in the
phase where the artist performs alone. The second phase of the performance is the artist’s invitation to
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the grown-ups to co-perform as she comes up to selected audience members, places the plastic bottle in
between her body and the audience member’s, and pushes the plastic bottle until it is flat. In this phase,
the children are the observers, but they also receive an indication of the invitation by the artist to coperform. In the third phase, the artist invites the children to step into the space and actively flatten the
plastic bottles by jumping on them, after which they collect the flattened bottles into the net and carry
them to the site of installation on the ground floor of the gallery.
Immediately after the performance, the children are invited into the discussion circle and are asked how
each of them experienced and can interpret the performance. After the discussion, they each draw the
performance. In this final phase of reflecting, the experience is in the core focus on the self and selves
expression of the thoughts through both verbal and visual narratives, each of which is valuable in the
phase of understanding how the artwork resonated with the audience and what it communicated.

4. Tools contextualised within the framework of the decolonisation of
knowledge

The act of decolonising knowledge can be seen in the pluriversal approach to the experience of
participants of the performance artwork. This leads to an enriched discussion around the main topics of
eco-violence, climate change and water pollution. These are not only built on the mediation of these
difficult themes by means of performance but also involve the participants in co-performing and sharing
their thoughts during the artwork or after the artwork is completed. The facilitators come from different
backgrounds as facilitators-performance artists represented the international artists’ community. Few of
the children, especially during The Nomadic Radical Academy 2019, originated from international
families, which contributed to the diversity of children’s previous experiences. Those children were from
the artists’ families, who were directly involved in the project, which contributed to their familiarity with
the art venue and the manner of behaviour within the art project. Furthermore, the different ages of the
children varied from six to 13 years old. This led to the large scale of the interactions both between the
facilitating artists and the children and among the children themselves. All these elements contributed
to the grand scale of the strategies developed by the artists. They were built on the pluriverse of the
participants’ experiences before the two projects of The Nomadic Radical Academy, which shaped their
way of being and expressing themselves during their participation. The themes of eco-violence, climate
change and water pollution were familiar to all participants to a certain extent. The conversations and
co-participation were built around the value of each contribution. A pluriversal approach to
participation can be followed to decolonise knowledge and open the site for the multiplicity of
alternatives. The main tools extracted while analysing the provided cases are pluriversal canvases,
pluriversal sensorial experiences as the multiplicity of “selves” and pluriverse within site-specificity.
Tool 1: pluriversal canvases
In the performance by Julia Kurek, space is an important element. Her body becomes the metaphoric
canvas within the space of performance. The space of the gallery is rearranged during her performance
to mediate and narrate the problem of water pollution by plastic, pesticides and herbicides and its
impact on the living organisms and her body is the narrator of the embodied action.
In traditional art, a canvas is a two-dimensional surface upon which an artist applies paint. The purpose
of the painting is to create a visually pleasing work of art. Julia Kurek breaks this framework within her
performance as the body becomes a “canvas” for transcorporeal artistic experiences. In this case, her
body, as the canvas, indicates liminality. The artist no longer has total control over the experience of the
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audience members but is rather designing the segments of liminality before the transformation within
the performance happens. The audience members influence and change the nature of the artwork itself
when invited to co-perform within the space. The audience members’ bodies and minds become
intertwined with the artwork. The artist designs the collective experience, consistent with multiplicities
of pluriversal experiences, as she clearly indicates the moment when the children can step into the
artwork and co-perform; she also steps into the audience space and co-performs with the few grownups. However, each of the participants has their own separate experience of co-participation. Based on
their individuality, the participant will have control over how the experience is ultimately displayed on
their body and mind, as another metaphorical canvas in the space of performance. Thus, the space of
performance influences the transcorporeal immersive space and produces the multiplicity of pluriversal
canvases – in other words, interpretations based on individual narrations of what performance artwork
contains.
In the case of my immersive performative actions, my body becomes the pluriversal canvas over time,
being in the space for the durational time of interactions daily. My body changes each day. My body
experiences interchanging vocal capabilities or even pain in the muscles after a certain activity. My mind
analyses and adapts to the performative actions as the days of the event unfold. In other words, the
content of the performative actions is constantly reshaped and adapted according to the daily
observations of the needs and interests of the participants. By the end of the nine-day performative
action, this metaphorical pluriversal canvas becomes the actual canvas, as the children paint my body
during the final performance. I become the live canvas for the children’s collective painting. As in the
performance by Julia Kurek, in the final performance by me and the children, the children reflect on the
impact of the durational interactions and, on their behalf, voice their contributions using the colours
applied to my body. They imprint their contributions in this way. The multiple pluriversal canvases are
thus imprinted on my body.
Tool 2: pluriversal sensorial experiences as a multiplicity of “selves”
The Nomadic Radical Academy builds on the sensorial experience within the site of performance, where
the space can be read as the visual, sonic and verbal narrative. Smell is integrated as the active
contributor to some of the indoor sessions, while in the other sessions the outdoor setting serves as the
component of the space. Meanwhile, taste as the sense is involved in all the collective meal sessions. A
transcorporeal artistic experience engages all of the participants’ senses on a very subjective and
intimate level. Sight, sound, touch, taste and smell are all engaged by a transcorporeal artistic
experience within performance artwork, such as is the case in The Nomadic Radical Academy. The
senses are the keys that activate memories or previously experienced spaces. The participant’s mind
combines all of these sensory inputs to create a complete experience – the above-mentioned pluriversal
canvas is unique for each of the audience members due to their unique embodied previous experiences
and memories of actions and places. This partly determines the content of the experience itself. The
individuality of experience becomes especially evident at the end of the performance by Julia Kurek,
where the reactions vary greatly: while some of the children applaud, one of the participants goes to the
artist and hugs her.
The experience begins with a single point of reference: the participant’s own sense of self. In the
performative actions by the principal investigator, the durational performance is targeted at
constructing a collective narrative based on deepening the investigation into this sense of self. A
person’s self is a combination of many factors, such as their personality, gender, age and beliefs – these
factors were diverse within the group of children involved in The Nomadic Radical Academy 2019 and
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2020. These diversities evolved into the internal patterns that highlighted specific aspects of making and
being, as well as the segments of concentrated activities and free interactions.
The sensorial experience reacts and adapts based upon the person’s own “self”. The sensorial
experience uses the person’s own “self” as a point of reference to tailor the experience towards that
individual. The sensorial triggers are primarily the space, the materials and the people within the
performance. The experience is not simply imposed upon participants, but it involves active
construction that evolves as the project unfolds. The participant’s own “self” is central to the experience
and requires that the participant is open, compassionate and empathic within the space of performance.
It also allows the participant to take an active role in the experience and co-creation for other
participants. Pluriversal sensorial experiences, as a multiplicity of “selves”, is achieved throughout the
performance.
Tool 3: pluriverse within site-specificity
The Nomadic Radical Academy is a site-specific participatory performance project, as it addresses the
local issues of the colonial past, eco-violence, water pollution, climate change and responsible
consumption, all of which are part of the global discussion and call to action. Site-specificity is within the
local narratives of the local community that become activated during the immersive performative
actions. The pluriversal participation allows the wide spectrum of the local narrations and experiences
to unfold, along with the global call for empathic connection to the natural environments. The
conversations with the participants concern the narratives of responsible consumption, ecological
agriculture and respect towards nature. As the participants and facilitators contribute through their
experiences and storytelling, all of them can be viewed as part of the wide perspective of change and
promote the rethinking of human actions. The Lithuanian context of The Nomadic Radical Academy
allows us to investigate the depth of colonial history. These discussions involve eco-violence conducted
during the decades of colonisation, including the nuclear power station, environmental pollution and
the construction of the draining systems during the collective farming, which destroyed the swamps and
biodiversity connected to them.
The other interesting, recent aspect is that in most Lithuanian cities the system of recycling domestic
waste was introduced recently and includes the time of adapting and gaining the new habits of sorting
domestic waste. Therefore, the thematic approach taken by me during the performances based on
rethinking the concept of waste is explicitly site-specific in regards to the implementation of the project
in Kaunas, Lithuania.
Julia Kurek addresses the local issue of waste, specifically plastic, in the Baltic Sea. She states that it is
explicitly the locals’ responsibility to solve the issue of water pollution and its impact on life and
biodiversity. The artist opens the discussion and calls for action. Although all these points are obviously
part of global environmental problems, it is important to address the local narratives, and pluriversal
site-specificity plays the most significant role in this regard.
On the other hand, site-specificity falls within the implementation of the project in the space of the
gallery with the participants, and the situation which occurs as the project unfolds is site-specific. The
pluriversal site-specificity can be experienced within the liminal phase of the performance, as each of
the contributions by the involved participants directly impacts everyone within the performance. The
responsibility to engage in eco-friendly behaviour cannot be addressed only by individuals. The
companies within agriculture and industries need first and foremost to change how they operate. Sitespecificity within the discussion can extend to adopting projects such as The Nomadic Radical Academy
to facilitate discussions involving local businesses, companies and industries, as the pluriversal approach
9
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could lead to the development of a multiplicity of scenarios in which people can change their routines
and become more eco-responsible.

5. Conclusion

The study explores, via the examples of the provided participatory performance cases, how the space
and site can be used to discuss climate change and water pollution with performance participants. The
research clarifies the three major tools used to decolonise the knowledge following a pluriversal
approach while working with participatory performances themed around environmental issues:
pluriversal canvases, pluriversal sensorial experiences as a multiplicity of “selves” and a pluriverse within
site-specificity. With pluriversal canvases, the performer’s body is impacted by the participants, and the
participants’ bodies are impacted by the performer and the other participants during the performance.
Pluriversal sensorial experiences as a multiplicity of “selves” are each participant’s immersion in the
space, based on their previous experiences. Pluriverse within site-specificity involves targeting local
problems, which are part of global pollution, and developing scenarios towards the eco-friendly change.
These results can be applied in similar projects aimed at pluriversal participation. The research results
can be interesting for performance artists and educators working with performance pedagogy and can
be applied to the larger scale of projects targeted at companies and businesses.
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